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The Priseman Seabrook 
Collection of 21st Century 
British Painting

As a child, I used to sleep with a copy of John Constable’s painting ‘The 

Cornfield’ over my bed. And by day, regular family outings to see the Joseph 

Wright Collection at our local museum, the Derby Museum and Art Gallery, 

developed my own love of painting from an early age. My passion deepened as a 

student when I read Aesthetics and Art Theory at The University of Essex in the 

late 1980’s, a time when painting in Britain was experiencing one of its most 

exciting periods, with many exhibitions, books and magazines being published on 

the subject. It was the inspiration of this period which led me to take up painting 

myself, and in the summer of 2012 I was fortunate enough to co-curate the 

exhibition ‘Francis Bacon to Paula Rego’ at Abbot Hall Art Gallery with their 

Artistic Director Helen Watson. The aim of the show was simple – to revisit the 

landmark ‘School of London’ exhibition which Michael Peppiatt had curated in 

1987 and see how painting had evolved in Britain during the intervening years. 

Michael’s original show had drawn together six of the leading British painters of 

the time. They were Michael Andrews, Frank Auerbach, Francis Bacon, Lucian 

Freud, R. B. Kitaj and Leon Kossoff; all painters who had met, worked and 

socialized together in London, many of whom were Jewish exiles from the inter-

war period. What united their work was a desire to reduce everything down to 

the individual human form as a starting point, using paint as a metaphor to 

mediate their feelings about the human body, rather than as a medium which 

simply described its outward appearance. In essence they were engaged in an 

existentialist project which was rooted in figurative painting and which ignored 

the fashions of transitory artistic movements. This led to the creation of an 

enduring body of work which Michael Peppiatt described in his exhibition 

catalogue as possessing a “…power and a relevance to the future of painting that 

would be hard to make anywhere else in the world”. 



Yet strangely, far from inspiring a new generation of painters, what followed the 

‘School of London’ appears to have been the abandonment of painting in Britain 

by almost all serious artists. Despite a few notable exceptions who include Tony 

Bevan, Christopher Le Brun, Hughie O’Donoghue and Paula Rego, the ‘School of 

London’ appeared to have been the swan song of an entire art form for a whole 

country.

Putting together the exhibition ‘Francis Bacon to Paula Rego’ created an 

opportunity to explore the reality of this situation. It emerged that many of the 

regional art museums in Britain which had been constructed in the Victorian era 

had been slowly running out of storage space to house further painting 

acquisitions. Furthermore, public funding for putting on exhibitions outside 

London had also shrunk which made the costs of mounting major displays of 

paintings (which often require significant transport arrangements and insurance) 

prohibitive. The demise of contemporary painting as a high profile art form in 

many of our public museums, which became replaced by the more cost effective 

and easily portable forms of new media, performance and installation art seems, 

in this light, inevitable. This also coincided with a period which saw a general 

decline of artists wishing to work in ‘movements’ such as conceptualism, 

minimalism and abstraction, and who instead began to work in ‘media’. The 

effect has been liberating for artists, who have become uniquely free to explore 

and respond to the complexities and nuances of the world we find ourselves in, in 

any way they see fit.

So where does this leave painting in Britain today?

As a painter myself I naturally knew a small handful of other painters, but like 

many other painters I also value long periods of time in isolation to think and 

work. This, along with the vastly reduced opportunities for showing painting in 

public spaces and a noticeable reduction in copy about contemporary painting in 

our art magazines, left me feeling that there really wasn’t much painting going on 

in in the UK anymore; that we had in fact entered a twilight period for the art 

form. Subsequently, I mainly sought openings for display and collection abroad, 

feeling this provided opportunities and outlets which no longer existed here. 



Yet given the heritage of painting practice in Britain, with artists from Holbein to 

Turner, Constable and Reynolds through to Bacon and Rego all working here, I 

couldn’t shake off the feeling that there must be more going on. So I asked 

Michael Peppiatt if he knew who the next generation of interesting painters might 

be? His reply was “I think that’s a job for you”.

With Michael’s words in mind I decided to take up his challenge and turned to my 

friend, the painter and curator Simon Carter, to see what we could discover 

together. Simon told me he had just been selected for inclusion in the ‘Marmite 

Prize for Painting’, a biennial artist-led painting competition which had first run 

in 2006 and seemed to be picking out many interesting people. The Marmite 

selected blind which meant it didn’t adhere to any of the timeworn conventions 

of choosing artists on the basis of age, location or social standing. It only toured 

to a small number of art schools and ‘not-for profit’ spaces and was unhampered 

by the constraints of big finance – with the runner-up prize being a ‘pat on the 

back’ and the winning prize a ‘marmite’ (an artist-made vessel awarded by the 

judges in recognition of artistic excellence). By functioning on a shoestring 

budget in this way it had managed to create a freedom to operate with real 

integrity and genuine authenticity. 

Simon and I came to see that the Marmite Prize was indicative of something 

more. That far from being in its twilight, there was a vibrant painting scene 

happening ‘underground’ comprised of many artists working out of garages, spare 

bedrooms and garden studios across the country. As individuals their commitment 

to serious work regardless of physical limitations and lack of recognition reminded 

me very clearly of how Jane Austen wrote five of the world’s most famous novels 

in relative obscurity on a small twelve sided walnut table in the corner of a 

shared dining room in Chawton. And just as Jane Austen’s work came to critical 

success slowly and democratically through the gradual growth of her readership, 

this contemporary new generation of painters is creating its own democracy for 

forming value judgments about painting by making use of Twitter and Facebook. 

In doing this they are forging active critical connections and new artistic 

communities from the ground up and outside of the old establishment networks. 

Out of this a number of innovative painter-led initiatives have begun to emerge 

which include forums for discussing painting such as ‘Abstract Critical’, ‘Paint 



Club’ and ‘Turps Banana’, as well as a number of small artist-led exhibition 

spaces such as the Lion and Lamb, Studio 1.1, The Transition Gallery and 

Pluspace. 

With this rich diversity of activity going on it seems timely to ask – What new 

themes are emerging in British Painting at the beginning of the 21st century?

The first thing Simon and I began to notice is how a lot of the new painting being 

produced is generally smaller in scale than the grand paintings of previous 

centuries. This may well be the direct result of increased costs in paint, canvas 

and brushes, but is probably much more indicative of the prohibitive expense of 

studio space and living accommodation in our big cities. Interestingly this has led 

to paintings in the broader sense becoming much more portable, with many 

artist-led exhibitions being transported around in suitcases or mailed directly to 

venues through the post in the same way as Amazon delivers books. 

For the paintings themselves, whilst they appear at first glance to be eclectic, we 

can begin to observe the emergence of a few core issues. Notably we see a 

sustained interest in the advancement of abstract painting with a vibrant ‘small 

abstract painting’ community in London, individualistic responses to the urban 

and natural environment which are often connected to environmental issues, a 

continued engagement with surrealism and the development of a new kind of 

non-specific representational narrative painting. This new realism draws largely 

from photographic sources obtained via the internet, television, cell phones, 

newspapers and family albums and appears to operate as a kind of mediation of 

emotion around social memory. And just as ‘The School of London’ painters 

operated in a highly idiosyncratic manner, so this new generation of British 

painters responds to their subject uniquely. But where the post-war generation 

largely reduced their subject matter down to the single human form so as to 

avoid socio-political considerations, it is the communal issues which 21st century 

painters are using as their starting position. They are using paint to ask questions 

such as - How do we feel about ourselves and our country in the light of our past 

conflicts? What do our engagements with the Middle East reveal to us about 

ourselves? And does the mass-media provide a true mirror to our humanity? There 

is also a very strong movement in painting by women around issues concerned



with female identity.

With this wealth of creative activity taking place I thought it would be really 

interesting to put on a survey exhibition to help explore some of these emerging 

ideas. As I was thinking about this, I was lucky enough to meet the Revd. Canon 

Stephen Evans, Rector of the St Marylebone Parish Church. St Marylebone is a 

London landmark with a long history of connections to artists, being the burial 

place of George Stubbs and Allan Ramsey, the setting for one of William Hogarth’s 

‘A Rake’s Progress’ paintings and home to a picture by the second President of 

the Royal Academy, Benjamin West. Fr. Stephen was keen to see art exhibitions 

in the crypt of the church, so in the Spring of 2013 we agreed to work together on 

programming a series of small scale solo displays ahead of mounting a more 

comprehensive survey show. Aside from exhibiting the work of these 

‘underground’ artists whose work we have come to admire greatly, we wanted to 

help create fresh critical debate with a series of ‘painter to painter’ interviews, 

so I bought the web address contemporarybritishpainting.com (which was 

acquired for only £10) so that we might have a place to post the conversations 

along with other information about the painters themselves. 

Working as a community of artists the project has yielded some remarkable 

results. The crypt has so far shown the work of European Sovereign Painters Prize 

winner Susan Gunn, John Moores Prize winner Nicholas Middleton, Wyss 

Foundation prize winner Harvey Taylor, Matthew Krishanu, Birtle Prize for 

Painting winner Simon Burton, 54th Venice Biennale exhibitor Marguerite Horner 

and East London Painting Prize winner Nathan Eastwood amongst many talented 

others. From this group and a wider circle of painters we have been getting to 

know through the shows, £1million worth of art has been donated to museum 

collections in the UK, Europe and the USA, and new exhibition opportunities both 

here and abroad have begun to open for the painters involved.

It has been both a privilege and an education to get to know these artists, 

through their ideas, working methods and friendship. And it is from this group 

that the Priseman Seabrook Collection of 21st Century Painting has emerged. This 

has been formed, somewhat in the spirit of Jim Ede’s collection, on a tiny budget 

and by swapping paintings, writing on work and just from the sheer generosity of 



outright gifts. I’ve been quite overwhelmed by the depth, quality and integrity of 

what has been assembled and hope it will form the foundation for a growing 

collection which reflects in some way the energy, thinking and seriousness of the 

new spirit in painting we are seeing emerge in Britain today. And it was with 

great pleasure that we were able to display the collection to the public for the 

first time at Huddersfield Art Gallery in an inaugural show from November 2014 to 

March 2015.

Robert Priseman, 2014 



Susan Gunn

Manchester, 2014



(Top) Matthew Krishanu, (Bottom) Installation view Huddersfield Art Gallery

2014



Notes

The work is presented here in three loose themes: surrealism, abstraction and 

realism. Of course these categories are only intended as a rough guide as a 

number of  artists don’t fit easily into any specific mode, often traversing a 

couple of different genres. But it is my hope that in presenting the paintings in 

this way we may more easily begin to see how painting is evolving as a vibrant 

and relevant art form for the 21st Century.

With the descriptions accompanying each painting I have aimed to adhere directly 

to the artists speaking about their work in their own words. Sometimes these have 

been edited for stylistic unity. When this hasn’t been possible I have offered a 

brief outline of what the painter is aiming to achieve. And whilst the majority of 

the work here is painting in its pure sense, there are 2 drawings and one work 

using drawing and watercolour. I have included these because drawing is the solid 

foundation on which good painting is built.

Robert Priseman



Amanda Ansell

Suffolk, 2014



Surrealism



Alison Pilkington

I focus on how imagery interacts with the intrinsic qualities of paint, how the 

paint material moves and how it can be played with. The paintings are carefully 

planned through several stages of drawing, and the quality of paint handling, 

although seemingly casual, is a result of repeated attempts at getting something 

‘right’.

The uncanny which has been a frequent subject of the visual arts and literature is 

a central theme to my work and is associated with a feeling of disorientation, 

mild panic or confusion when faced with something strangely familiar. In my 

recent body of work I am interested in what Freud termed “the friendly aspect” 

of the uncanny.  Strangely familiar yet comic images have the potential to disturb 

or disorientate. In this work I attempt to explore this aspect of the uncanny and 

invite the viewer to consider how this ‘un-homely’ feeling occurs through 

painting.



The Visitor

50 x 40 cm, Oil on canvas, 2012



Andrew Munoz

Painted between 2008 and 2012 this painting belongs to a body of work titled 

Cautionary Tales which depict figures in urban, man-made environments which 

are intended to imitate nature; i.e. parks and green spaces. I feel that these 

places are Simulacra, (i.e. they have their own reality) rather than 

perversion/distortion of the traditional rural idyll. They are modern day settings 

for social narratives, familiar to the collective imagination which attract the 

vulnerable, isolated misfits of society; places where the public and private worlds 

come together and form a confluence of the comic and the tragic; the beautiful 

and the grotesque. 

They perhaps point to the notion of the human as sick animal (Nietzsche); alien to 

a natural environment; and the endangerment is two-way. The figures depicted 

are generally drawn from the imagination and represent ‘characters’ or 

psychological ‘models’ which I relate to on some level and which I feel allude to 

certain universal primitive conditions which are perhaps only thinly disguised by 

the social veneer. I see the world as being full of fictional characters wandering 

around trying to fit into their own stories. These works are not intended to be 

read as parable, allegory or metaphor but rather as my personal, instinctive 

response to my own adult fears and childhood memory. 



Cautionary Tale P80

40 x 30 cm, Oil on paper on board, 2008



Iain Andrews

We live at a time where shifting cultural assumptions have shattered fixed notions 

of continuity and value. The essential truths that Postmodernism has denied –

love, evil, death, the sacred, morality and soteriology have become absent from 

much contemporary art as they have from wider contemporary culture. Yet 

Postmodernism’s failure to offer consolations or answers to these enduringly 

relevant subjects means that as an artist, an awareness of modern developments 

must be balanced by a dialogue with established traditions and past narratives, 

and yet not become nostalgic. 

My paintings begin as a dialogue with an image from art history – a painting by an 

Old Master that may then be rearranged or used as a starting point from which to 

playfully but reverently deviate. My recent work is concerned with the struggle to 

capture the relationship between the spiritual and the sensual, apparent 

opposites that are expressed in my work through the conflict of high narrative 

themes and sensuous painterly marks. The act of making becomes inseparable 

from the message that is being conveyed through the marks, that of 

transformation and redemption. 



The Duke and Duchess of Torquemada

50 x 40 cm, Acrylic on canvas, 2013



Paul Galyer

Ex Nihilo Nihil Fit takes its title from a Latin quote given by Alan Watts in one of 

his presentations on ancient oriental philosophy. Translated it means ‘Out of 

nothing comes nothing’. What I was attempting to portray allegorically were 

rather metaphysical musings on the emergence of life and consciousness as well 

as the nature of reality more generally. Developments in the fields of psychology 

and physics in the last century would seem to imply the inseparability of mind and 

phenomena, something intuited by many philosophers of old.

Also at the time of painting this picture I had recently read The Tears of Eros by 

Georges Bataille, and had in mind thoughts around human experience in all its 

diversity and extremes. The image I used of a woman having an orgasm (though I 

personally think she’s faking?!) I thought could also be drawing a first breath or 

last gasp. The proximity of beginnings and endings, pleasure and pain made 

apparent in their ambiguity.



Ex Nihilo

122 x 153 cm, Oil on canvas, 2010



Jemma Watts

Jemma Watts’ work is concerned with the psychogeography of cities, exploring 

the idea of a sacred and mystical underlying to the urban landscapes. She pays 

attention to unacknowledged but familiar sights that exist in cities and attempts 

to read meaning into them. Roadwork markings become the traces of ritual 

magic, rubble on waste ground reforms into sacred stone megaliths, pipework is 

shaped into ancient sigils that summon spirits.

Twelve features a lot of this urban language but also another key element of 

Watts’ work: stick constructions. Here they thrust from a drain, emerging from 

the pitch black of an underground, held in tension by nails and thread. The sticks 

hint at a more primitive force, disrupting and augmenting the urban vocabulary. 

This is one of Watt’ most experimental pieces, which challenges the surface with 

direct rubbings and embossing from the pavement, cut away areas which 

metaphorically and physically reveal something that lies beneath the paper. The 

whole piece disorders the familiar of the contemporary human environment.



Twelve

92.8 x 74.7 cm, Watercolour on paper, 2013



Monica Metsers

Monica Metsers uses sculpture and paint to explore subconscious experiences. She 

uses existing everyday objects as a foundation on which to build with additional 

materials, aiming to evolve the original objects into interesting and unpredictable 

shapes. The modified objects are painted white, arranged and photographed with 

different colours cast onto them, depending on the effects Metsers wants to 

achieve in a particular work. Her paintings are based on photographs of the 

compositions. In her final piece, she works in multiple fine layers of oil paint and 

glaze to create a sense of sculptural depth. Her works are dreamscapes –

mindscapes – that suggest fantastical experiences and journeys into imagination. 



Invierno

120.5 x 88.5 cm, Oil on board, 2008



James Quin

All painters to some degree are mediums; they both commune with and resurrect 

the dead. I have been in conversation with dead painters on a daily basis for over 

30 years. These conversations have focused my attention on the temporal 

conditions of painting, both externally (why certain paintings from the past 

continue to resonate in the present), and internally (what specious present does 

the static image resemble and represent). A solution to the former might be best 

approached temporally. 

These untimely conversations, re-insertions of the ‘then’ into the ‘now’ raise 

questions about the nature of what it is to be contemporary, and specifically a 

contemporary painter. Paintings by Breughel are images that continue to resonate 

despite duration of some 449 years, separated from the historical and cultural 

ties to their moment of production. 



Breughel's Getaway

28 x 32.5 cm, Oil on panel, 2013



Bren Head

I have a natural curiosity about people and am fascinated by the human face. 

However, I would like to think that my ‘heads’ tread the line somewhere between 

figurative and abstract. They are rarely about capturing an accurate likeness.

A layering process is an essential part of the development and evolution of my 

painting, achieved through a process of creation and destruction. During an 

exploration of texture and surface, layers are painted over and obscured, or 

partially destroyed, and then re- worked to produce rough tactile elements 

embedded in the surface of the canvas. The paint and surface dictate what 

appears. Chance scratches and fractures, changes in colour, cracks and eroded 

layers alter the subject’s identity and significance and what you see is not just a 

face. These shadowy heads have emerged from my imagination and the resulting 

experimentation. Blurring the line between what we might consider portraiture, 

or representation, they have evolved through an investigation of traditional 

techniques with more unconventional media and methods where the form of the 

figure can be recognised as a collection of marks.



Shadowy Head 1 and 2

30 x 30 cm each, Mixed media on canvas, 2013



Emma Cameron  

I work in an intuitive, unplanned, embodied way. For me, the process of painting 

feels dialogic, with a call-and-response element in which I strive to listen and 

respond to what the materials — and my own senses and yearnings — seem to 

require from moment to moment. Nonetheless, the influence of artists I admire 

underpins all my practice. In this piece, faint echoes of Pasmore and 

Frankenthaler sit alongside allusions to Titian or Velasquez. My work is also 

deeply informed by psychoanalytic thinking.

This painting asks questions. What is the quality of the boy’s gaze: seductive, 

self-contained, calm, defensive, vulnerable, interrogatory? Can we stay in that 

uneasy place where sensitivity and tenderness can co-exist with boldness, 

rawness and perhaps even clumsiness without one forcing out the other? Can we 

allow ourselves to simultaneously hold ‘the tension of the opposites’ without 

reverting to a position that denies the fullness of experience? Can we allow chaos 

and mess and spatial confusion to ‘be’ without rushing to cover it with something 

more orderly?



Watch

76 x 71 cm, Oil on canvas, 2009



Kelly Jayne

Kelly Jayne’s work explores feelings or senses of something from an internal 

perspective whilst her method of delivery is through the use of paint that has 

been diluted and stretched out to its full capacity. Not only is Jayne’s work a 

direct response to her employment as an Art Psychotherapist, but results from a 

state of mind and identity as a woman, mother and professional.

The fertile female body, more particularly the torso and concepts around 

reproduction, are the primary focus of her subject matter which she begins by 

taking snapshots of herself. Jayne then transforms these photographs into 

painterly exercises on heavy textured paper or gessoed grounds. Her works are 

necessarily small in scale, creating an intimacy which lends the gestural marks an 

intensity and directness which runs counter to the vastness of abstract 

expressionist antecedents. 



Oven

29.5 x 26.5 cm, Watercolour/acrylic on paper, 2012



Silvie Jacobi

My work is based on German historical references and my curiosity around them 

as a “post-reunification child”. I am fascinated by how our perceptions about 

discipline and hierarchies have changed; and how gestures of people, 

architecture and public spaces can portray this. 

I use historical photographs and documents from family archives to establish the 

content for my work. Instead of developing sketches, I analytically research 

elements in my sources that signal an instinctive meaning and aesthetic 

transferability to me. This is a non-rational inductive process, where the process 

of imagination is highly important to develop new links and contexts. I believe 

that analyzing, interpreting and newly imagining my sources somehow connects 

me with the people and situations that I portray – however romantic this may 

sound in an art world that is increasingly concerned with looks, quantitative 

values and impersonal concepts.



Fanz Offiziel

50 x 40 cm, Acrylic on canvas, 2012



Simon Burton

Simon Burton’s pictures seek to tell a story, not a clear and easy to follow 

narrative, but a story which we construct for ourselves in the light of the 

fragments displayed before us. In this aim he presents us with a painting which is 

both mystical and enigmatic. And as viewers we must search out its inherent 

meaning for ourselves. 

In the pursuit of this, Burton often re-uses his own old paintings, gradually 

building up layers of new paint one over another and then re-working them with 

sandpaper, carefully scraping back the surface to reveal earlier marks, giving 

them the feeling of being some kind of battered and rejected religious icon which 

has been rescued from a junk shop, only to be appreciated and valued once more. 

Perhaps this is also true of the very act of painting itself in the twenty-first 

century, in an age which is dominated by social media and digital images, as we 

begin once more to see and value those things which are produced as unique and 

hand-made objects.



The Faithful

30 x 25 cm, Oil on panel, 2014



Amanda Ansell

I am interested in a sense of place, watery places, the interrelation between the 

familiar and the changeable: how I can represent this sensibility either through 

the language of painting or through a concept which is developed and 

represented in a series of paintings.

The Bubble Island paintings formed a series of work which depicted foam bubble 

forms in abstract seascapes. Using bath foam as the starting point for this work; 

the foam is shaped, then photographed and used in a collage ready for painting. 

The artworks aim to evoke the idea of icebergs at sea or fragile islands under 

threat from the world we live in nowadays. Painted using subtle tones of grey, 

this limited palette adds to the transient atmosphere of the work – representing 

time slowed down, a doomed melancholy, shapes dissolving in to the formless. 

These ideas encapsulate my interest in the attraction of the island, romanticism 

and the experience of water.



Rock

45 x 60 cm, Oil on canvas, 2008



Julian Brown

In the Studio, 2011



Abstraction



Julian Brown

The imagery in my work is very heavily influenced by childhood visions and the 

folk art from my mother’s Polish heritage. Both of these worlds have a handmade 

geometric quality that has a playful and primitive relevance to the world we now 

live in. 

I try to explore this ‘clunkiness’ with tactile images that sit somewhere between 

order and chaos, structure and collapse, expression and control. While the 

underpinning of the process is held together by predetermined structures, the 

freewheeling application is purposely engaging and ambivalent to the expressive 

urge to dictate the paintings.



Buccaneers II

Acrylic on Canvas, 90 x 110cm, 2005



Sue Kennington

My paintings derive from an encounter between geometry and colour. They are 

resolved when they find a sort of harmony and an effect becomes visible. They 

are not a paean to systems, not at all. The work is useless when I work too closely 

with any system be it colour, geometry or mark. So I use an esoteric set of 

systems that are disrupted all along the way. The effect evaporates very quickly 

if I get too close to any system…but I like having the appearance of them in the 

paintings – a sort of erotic dance with reason.

I am influenced by the natural shapes around me in the studio– by the changing 

light – dusk, bright noon, blue hour – by the loneliness, by the wild. All this seeps 

into these ‘faux systems’ of mine, like weeds through tarmac. The gestural mark 

in my work has calmed significantly in recent years, now the colour and the 

application is more exposed, the soft ‘geometries’ are all my own, linked to 

reflections, schisms, breaks, fractures but born of really simple divisions , curves, 

straight lines.



Amnesia

50 x 75 cm, Acrylic on canvas, 2014



Fiona Eastwood

Turnaround draws on the disorientation and awkwardness to be experienced 

while sharing the confines of the non-place. The fluidity and speed of the marks 

indicates a quick application, indicative of the initial instantaneous and 

surreptitious apprehension of the image and the transient nature of the space. 

The frugality of the marks gives just enough to imply a presence, to reference 

relationships in the space, that instant of an uncomfortable glance at the 

anonymous other. The unease identified in the work stems from this observation 

of the unwitting model.

The black ground is both impenetrable and void-like, any illusionistic depth is 

disrupted constantly as the flat surface of the painting is addressed. Paint 

becomes its own preclusion not confined to revealing a represented image but its 

own presence on the surface, the pursuit of eschewing a complete adherence to 

either being important to the work. 



Turnaround

45 x 50 cm, Oil on board, 2014



Lisa Denyer

Lisa Denyer’s interest lies predominantly in exploring the materiality of the 

medium. For her, each painting begins with a careful consideration of colour, 

which then often evolves into a prolonged investigation of an idea over a series of 

works. 

Found plywood and wooden panels are deconstructed and reconfigured during the 

painting process, with existing elements such as nails, staples and indentations in 

the surface being incorporated into the composition. She finds that layering the 

paint and a subsequent scraping back of colour often creates juxtapositions 

between the delicacy of painted washes and the solidity of the support where the 

hues and shapes end up resembling crystalline structures and elements of 

landscape. The materials incorporated have their own history and Denyer is 

particularly interested in the subversion of these discarded items and how 

subsequent value can be added to them through the action of painting and the 

emotions and ideas this provokes. 



Cave

30 x 25 cm, Acrylic & emulsion on ply, 2014 



Ruth Philo

My work explores abstract qualities connected with time, place and the everyday. 

I often work in series in oils or acrylics. This painting, from the series With these 

walls … we are shaped, is part of a portrait of an art room where I worked for 

several years. Layers and marks reveal traces of human interaction over time, 

“everything resounds and dies away differently”.  

Earlier work as an archaeologist together with a fascination with looking underpin 

my painting which is often concerned with feelings and sensations connected with 

place and conveyed through colour, mark and surface. The idea of a resonant 

moment is something that interests me, and the point between being and 

nothingness, “all beauty … is a quiet enduring form of love and longing”.



Sink

25 x 30 cm, Acrylic on linen, 2012



Andrew Crane

Andrew Crane lives and works in remote Northumberland, overlooking the river 

Tyne. From his isolated studio he creates abstract paintings which often utilizes 

unusual materials such as cement, pvc and plaster as the primary medium, 

producing works which reference 20th Century masters such as Antoni Tàpies and 

Victor Pasmore whilst maintaining an integrity all of their own. 

His paintings speak of a human need for an assertion of our own individuality 

within a complex world; he says of his painting process that “When I'm painting I 

find Gershwin and Bach equally sparky. J.S. Bach nurtures my love of 

mathematics and Gershwin, my romantic side. Sometimes I may have some 

spiritual discourse playing in the background. The Gospel of Thomas is a 

favourite. Don’t get me wrong though, I’m not into religion – it’s more a 

combined process of uncovering who or what I am. Or if, indeed, I am at all!”



Drip and Line 

32 x 32.5 cm, Mixed media on board, 2013



Claudia Böse

In Keep it All two window like shapes are framing paint drips. As with all my 

paintings, this work was painted over a number of years, in this particular case 

during a period where I was trying to work out my own way of talking about paint 

itself. The layers in turn have been built up slowly, meditatively, accumulating 

like deposits of dust.

Feelings and emotions are also important to me and I am often struck by what an 

amazingly old and complex world it is we live in. This painting reflects and 

references the tiny things of our built environment, the minutiae of our 

surroundings, the surfaces and atmospheres which seem somehow to matter to 

me and which create a desire to record the slow transience of just being here.



Keep it All

30 x 30 cm, Oil on canvas, 2010



Freya Purdue

My paintings inhabit the border between abstraction and figuration and have their 

basis in exploration through seeing and engagement with the tactility of the 

process. I draw on a wide range of sources from the most obvious classical themes 

in painting to the subtlety of philosophical and mystical thought. 

In making paintings I am absorbed in the discovery of an energized sense of 

connection and consciousness between things that are emerging from that which 

is hidden into that which is seen. The use of colour in the painting is vital to the 

sense of presence, energy and subtly that is discovered or revealed through the 

process of working. It provides a source of atmosphere and links each work with 

my current ideas which are sometimes visual, sometimes historical, philosophical, 

poetic, musical, intuitive, perceptual or experimental. Through the process of 

constant reviewing and reflection my paintings are worked towards the realisation

of a new sense of connectedness that links them with contemporary life, cultural 

histories, artists, practices and symbologies.



Jinn

50 x 50 cm, Oil on canvas, 2012



Pen Dalton

Having spent most of my artistic life in the academic atmosphere of university art 

departments: reading, thinking, lecturing, writing - I wonder now - what ever 

happened to ‘Art’? ‘Socially committed’ arts in contemporary mediums - once 

critical - are being absorbed into education, cultural tourism and social welfare. 

Their dissemination defers to the economic ideology of ‘bums on seats’.  They are 

subjected to literary and linguistic criticism that forgets the ‘stuff’ they are made 

of. Art is losing its identity and its potential as creative and transformative 

rendered impotent. 

Painting’s present critically unfashionable position allows it to continue in 

exploratory terms as art’s paradigm practice. There exist vast historical archives 

on its methods, social contexts and economic dynamics that provide a research-

like arena in which to think about what art is today. Painting’s democratic 

ubiquity, flexibility, privacy, relative cheapness and ease of access make it an 

ideal practice to quietly explore the aesthetic. My rejection of an intellectual - in 

favour of an aesthetic - approach via the ‘stuff’ of paint, has led me to a 

reworking of the underlying themes of the anti-rational Rococo: paint as mere 

surface. Like make-up: seductive, illusory, feminine and meretricious. Which, in 

an uncanny turn brings me back to the political …



m 10 30

100 x 120 cm, Mixed media on canvas, 2009



Julie Umerle

I am interested in exploring the physicality of paint, making paintings that exist 

at the meeting point of decision and accident. Eclipse replaces brush strokes with 

the direct interaction of liquid elements on canvas. By alternately layering oil and 

acrylic, a reaction is produced between the two mediums that is a by-product of 

the materials. The interaction of the materials, together with the effects of 

gravity, activates the surface.

The breakdown and falling apart of the surface, where layers of oil and acrylic 

pull against each other and don’t quite hold the ground, is what interests me. I 

want the work to contain an element of disintegration or measure of disorder 

which threatens to disrupt any attempt at a complete reading. The way that the 

edge is wrapped, or the internal gravity of the painting disrupted by turning the 

canvas in the making of the work, contributes to that sense of dislocation.



Eclipse

51 x 46 cm, Oil and acrylic on canvas, 2000



Susan Gunn

Susan Gunn’s paintings present us with a delicately fractured surface of uniformly 

coloured gesso contained within a series of straight edges which are carefully 

defined by human hand. 

Gesso is a traditional medium employed as a ground by Italian renaissance 

masters whilst the small handful of around four or five pure pigments she uses 

have their origins in the depths of human history. The lamp black employed in 

Black Gesso Study - Space IV, for example, is one of the oldest colours in use 

today and was commonly used as a pigment in Egyptian tomb painting, being 

composed of the carbon residual from the oil burnt in lamps, which is where its 

name originates. Gunn describes the end result of her work as being “like a mirror 

of life” where “things happen which are beyond our control”. In this way, her 

paintings present the viewer with a metaphorical meditation on the fragility of 

life, beautiful in all its flawed and imperfect manifestations. Somehow they 

appear to represent an innate desire to protect.



Black Gesso Study - Space IV  

30 x 30 x 3.5 cm, Wax, pigment & Gesso on canvas & board, 2008



Bryan Lavelle

Bryan’s work is an investigation into the properties of his chosen materials and 

the process of painting. His work has no layers of hidden meaning or narrative 

waiting to be uncovered, nor does it elude to be anything that it isn’t; through 

making external references outside of the work itself. His painting can be 

considered a structured representation of what the viewer is actually looking at; 

that is, materials and process (MDF, paint and gravity).

Through his choice of materials and the use of gravity to ultimately make the 

mark, he is able to make abstract paintings that become self-referential, 

questioning only themselves as artworks. Through subverting the viewer’s 

attention in this way, from seeking narrative that may not necessarily be there; 

the only conceivable narrative within his work becomes the materials and the 

process itself.



Tipping Point #1

30 x 30 cm, Acrylic on board, 2014



David Ainley

Quarries and spires are two significant features of landscape, the latter typically 

more noticed and admired than the earthworks necessary in their creation. Both 

evoke aspects of endeavour that have shaped our world, motivated by perceived 

needs that have been matched by human effort and imagination.  

The etymology of ‘landscape’ predating its artistic associations carries meanings 

that are concerned with shaping land. Landscape is as much concerned with what 

is cut out as what is built up. This painting arises not only from an intimate 

knowledge of and feeling for particular landscapes that have been mined and 

quarried but also from a practical interrogation of practices in art associated with 

Conceptualism and Minimalism. Here however, beyond purely formal issues, 

concerns with systems and processes are employed in the service of subject-

matter. The physical structure of the painting, slower to make than its apparent 

simplicity might suggest, is a distillation of form and content that is intended to 

offer viewers a greater imaginative space for engagement than would be the case 

if it were more specific in its detail. 



Quarry, Two Spires: Yellow

33 x 28.5 cm, Acrylic on five part panel , 2012



Ben Cove

After studying for an undergraduate degree in architecture Ben Cove switched to 

fine art. His practice consists largely of painting and sculpture, frequently 

creating works in both forms which operate in a close co-existing relationship to 

one another. Both his paintings and sculptures exhibit a clear ‘architectural’ 

aesthetic which explore ideas of ‘the construct’, whether it be on the physical 

nature of substance or instead investigating ideas of historic and personal 

narratives. 

Cove’s paintings, such as Head Construct 1 demonstrate a personal evolution of a 

painting style which draws directly from modernist abstraction of the 20th

century, yet which lucidly demonstrates a strong affinity to the original form it 

has been derived from, and in doing so knowingly moves a deliberately non-

narrative art form into the realm of one which leads us to reflect on the stories of 

our own lives.



Head Construct 1

30 x 30 cm, Oil and acrylic on panel, 2013



Mary Webb

San Luis VI is one of a series of paintings and prints I made as a result of a riding 

holiday in Portugal in the coastal region of the Alentejo. One was always aware of 

the massive presence of the Atlantic, and the light it generated on the landscape. 

We rode through the little town of San Luis where the buildings, nearly all 

painted white, have distinct coloured surroundings to their windows and 

doorways, often a deep ultramarine. Some buildings had their lower walls painted 

a solid colour bisected by white lines on a grid. It all helped kick start the 

language when I came home. A series of watercolours resulted from which I made 

silkscreen prints and paintings.



San Luis VI

45.7 x 45.7 cm, Oil on canvas, 2000



Terry Greene

My aim, in pushing colour around, is an open-ended method of investigation 

during the creative process - trying to be in the moment during the act of 

applying, removing and the adjustment of paint over a surface. I’m directly 

engaged in an exploration of the duality of paint: as ‘structure’ (the historically 

located art medium of image making) and as ‘agency’ (in its natural unconfined 

fluid state). The canvas by turn becomes the site for this discourse between 

structure and agency: where organising tendencies (conscious will), one of the 

competing forces, intertwines with an attempt to allow the ‘natural qualities of 

the art medium’: paint to be paint.

I am, essentially, attempting to arrest that instant when a dialogue or tension 

appears within each work. Eventually individual works emanate a level of 

autonomy, acquiring a visual tension. This whole ‘aim’ and creative process is 

continually compromised: my attempts to maintain a level of distance, without 

giving primacy to either structure or agency, often fails. However within that 

failure there emerges a tension - the real subject of the work. 



Dash

30 x 40 cm, Acrylic on canvas, 2014



Charley Peters

Charley Peters’ work employs a rational methodology of drawing and painting to 

generate work with a refined, reductive aesthetic. Interested in the point of 

collapse between two and three dimensions, her practice examines notions of 

folded space and visual construction. Using systematic and logical approaches 

such as repetition, perspective, mathematical patterns and geometry, her work 

explores the interruption of the two dimensional plane and the manifestation of 

flatness in three dimensions.



Interface GRY#002

24 x 18cm, Acrylic on Plywood, 2014



Simon Carter

Swimmers seem to recur as a subject in my painting. Figures interrupting the 

painterly surface of the sea, part dissolved and lost among the light and the 

waves. There is no horizon, the plane of the painting equated with the surface of 

the sea.

I like to start with small drawings made at the beach. The best drawings seem to 

me to be given from somewhere else; to be made without conscious thought 

overriding the process. Drawing something as transient as moving figures and 

water forces quick responses and can elicit unexpected results. In the studio 

these drawings then act not so much as reminders of a subject, but they become 

the subject. The paintings looking at and learning from the marks made at speed 

and under pressure. I edit and copy these drawings over and over, slowing them 

down, seeking from them an approach to the painting. I think the paintings have 

elements of sacrament; a quiet other space; a kind of baptism.



Swimmers

50 x 50 cm, Acrylic on canvas, 2007



Stephen Newton

Many years ago I was an abstract painter and the monochromatic canvas collages I 

painted then where a defining moment. I unearthed the creative process – a bit 

like taking the back off a watch to see its inner mechanism. You could say it was 

the type of experience where the ‘mental slate was wiped clean’. 

My painting after that was never the same again. The objects, elements and 

spaces inside and out were re-learned anew in much the same way as an infant 

learns to identify objects one by one. The infant must also go through the phase 

of mental abstraction in order to accomplish this and will then paint or draw 

things and objects as they are known or understood to be and not as they might 

be seen randomly every day. In my painting the objects and spaces function to 

channel emotion and hopefully to act upon the viewer’s emotional responses.



Sideboard in Front of a Mirror

30 x 30 cm, Oil on board, 2008



Alex Hanna

Hackney, 2014



New Realism



Alex Hanna

Alex’s practice is based around objects and their spatial relationships. Some of 

these objects are packaging and surfaces. The motif chosen is sufficiently vague 

enough to enable representation and abstraction to overlap. The paint reads as 

paint and the desired outcome is one in which the paint is both an element within 

the compositional dynamic and also the object itself.

He takes the table top and interior as the construct and reference point for the 

process of painting. The disposable, packaging material, the functional and 

utilitarian are vehicles for visual study. Reductionist composition and colour/tone 

synthesis are balanced with the representational. The subjects used are both 

selected and arranged to question visual assumptions. However they also aim to 

question to some extent the painting of objects within the still life genre. The 

rhetorical consideration involving notions of representation into abstraction is a 

factor, which ultimately conditions the painting. The lowering of colour values, 

towards at times a neutral scheme allows the composition to operate under a 

more restrained organisation.



Pill Packaging 4a

30 x 40 cm, Oil on board, 2013



Nathan Eastwood

All my paintings are all based on photographs that I take using a camera phone. 

Using the photograph as a vehicle the objective is to re-present and examine 

everyday life. The aim is to reveal real life, one’s human conditions; social 

relations. At certain moments, when making the bed, cooking dinner, sitting in a 

cafe, picking up the kids from school, cleaning the bathroom; surfing the 

internet, or watching question time, I think, yes, this is real life; this is what one 

knows, and so this is what one should paint. Painting and lived experience in the 

ontological sense has become symbiotic for me. My intention is to make a 

contemporary Kitchen Sink painting that comes from out of lived life.   

The paintings that I make reveal loose brushwork marks and the surfaces are 

riddled with imperfections, such as trapped dust and hair. These imperfections 

inherent within the paintings reveal the inability to make the painting simulate 

the photographic print; this then positions my paintings as not being photo real. I 

specifically chose to work with enamel paint as they relate to the interior spaces, 

where you will find a painted radiator, skirting boards, or something like this.



Pigeon

33.5 x 40.5 cm, Humbrol on board, 2012



Annabel Dover

Throughout  my  painting I  find  myself  drawn  to  objects  and  the  invisible  

stories that surround them. Through their subtle representation I explore their 

power as intercessionary agents that allow socially acceptable emotional 

expression. The work presents itself as a complex mixture of scientific 

observation and a girlish enthusiasm.

My father had a Reader’s Digest Atlas, very common in the 1970s, almost every 

household had one. In the back of the atlas there was a double page spread 

entitled Wonders of the World it showed large colour reproductions of rocks, 

jewels and minerals. The atlas was hidden in my father’s study and off bounds. In 

an act of petty rebellion I’d look at Wonders of the World on Sundays when my 

father was with his mistress.



Feldspar

30 x 24 cm, Oil on board, 2012



Anne-Marie Kolthammer

For this painting I wanted to reinvent a classical portrait in a contemporary 

format, bringing the old together with the new, reimbursing traditional paintings 

styles as valid for the present age. Updating Vermeer’s original portrait of an 

anonymous girl with a self-portrait, I hoped to explore the transitory nature of 

identity, adding a hand-held mirror to symbolize themes of vanity and narcissism: 

the inescapable consequence of self-portraiture.  

The mirror also represents self-doubt; the constant scepticism of myself, 

beginning work as a contemporary artist living in a modern age, always looking to 

an ever-changing reflection, trying to capture it and make a record. The inability 

to pause time before you age, make your mark on the world or truly know 

oneself. In many ways, Girl with the Pearl Earring also explores mortality. The 

girl of Vermeer’s original has disappeared, yet her direct gaze survives through 

my self-portrait. I pay homage to her, and Vermeer, through the title, as Self-

Portrait would be inappropriate; one day it will be as irrelevant to identify 

myself, as it would be the original model.             



The Girl with a Pearl Earring

21 x 20 cm, Oil on panel, 2012



Wendy Saunders

The observed and portrayed face has been omnipresent throughout history right 

up to its  dominance across all forms of modern visual media. The human face is 

most often the key lead into news stories, advertising, entertainment and general 

information. So why bother painting it? 

Expression is the first thing we instinctively look for in faces. We quickly deduce 

clues about character which produces a reaction or underlying personal response.  

I’m interested that we extend this instinct and sensitivity to reading painted 

faces and whilst a face is an enormously rich source of information I was curious 

about the impact of painting a doll’s face which is by definition static with 

expression fixed and potentially devoid of the nuances of the living human face.  

Having said that, my conclusion is that the face is the central piece of code in the 

human universe to the extent that even a doll’s face has us searching to 

understand the emotions which lie behind the surface features.

For me painting faces becomes an addictive and complex interplay between 

expression and understanding. Sometimes I lead the faces, sometimes they lead 

me. In my practice I allow many of the faces (expressions) to develop as they will, 

and others I shape according to a particular idea that is the currently interesting 

me. 



Rosy

56 x 61 cm, Oil on canvas, 2012



Natalie Dowse 

Olga 1, 2, 3 is part of a larger series entitled Little Girls in Pretty Boxes, that 

focuses on gymnasts from the 1970s and 80s; a time when Eastern Bloc countries 

dominated the sport and used it to showcase their political agenda. This was a 

golden age in the sport, a period when gymnastics became increasingly popular in 

the UK, mainly due to the impish superstars who won the hearts and minds of 

their audience.

Like film stars immortalised in celluloid, these romanticised images of young 

‘super beings’ tap into a fantasy of perfection, capturing an essence of a time, 

which beyond the imagery has many different facets from the personal and 

nostalgic to the political. These young athletes remain encapsulated and 

unchanged, forever young and haunting in our memories. However, behind the 

façade of rehearsed expressions and conditioned routines is the reality of rigorous 

hard work, lost childhood and the aching bodies of these young women; alongside 

the fear of injury and the pressure to remain pre-pubescent and child-like, for a 

somewhat fleeting moment of perfection.



Olga 1, 2 and 3

Each 22.5 x 30.5 cm, Oil on canvas, 2006



Linda Ingham

The Easer Self Portrait series arose inadvertently after being diagnosed infertile 

back in 2004.

Easter, with folk-lore and religious connotations attached, is traditionally a time 

of awakening from the darkness, a moving through to the light. This is the third in 

a series of self-portraits and along with the first, show me wearing a head band 

woven from the pages of The Wide Wide World, an 1880’s book by American 

author Susan Warner, Aka Elizabeth Wetherall, often acclaimed as America’s first 

woman best-seller. The book is a rites of passage story of a young girl as she 

becomes a young woman, and this element combined with the headband is a 

modification on the Easter bonnets traditionally worn by young girls and women –

this time, a headband worn by a woman passing firmly into her middle years 

which includes a twig of Sea Buckthorn with a cocoon writhing with the 

caterpillars of the Brown-Tailed Moth. 



Easter self-portrait

45 x 35 cm, Oil & silverpoint on paper, 2014



Matthew Krishanu

Girl with a Book began as a small (A6) pencil sketch in a sketchbook.  From my 

imagination I drew a girl – perhaps adolescent or pre-adolescent – sitting on a 

single bed, with an open book propped up on the wall behind her. I was thinking 

of my then partner (now wife), who had a Catholic upbringing, but grew up as an 

atheist.  She is part Maltese, but the figure in the painting could as well be from 

India, or Latin America. It is not intended as a specific portrait.

I took a series of photographs of my partner dressed in similar clothes to the girl 

in my portrait, and set up her bedroom to resemble the scene in the drawing. I 

then painted from a combination of the original sketch and the photographs. Girl 

with a Book is the second painting in an ongoing series of works featuring my 

wife. The first was Girl on a Bed (which features the same bed and book), and 

later works include The Wedding Dress (where she sat for me in her wedding dress 

a year after we married), and Room in Brighton (when she was pregnant with our 

daughter).



Girl with a Book

50 x 40 cm, Acrylic on canvas, 2007



Jules Clarke

The fragility of withdrawing a still image from a moving one is revealed in areas 

where the camera struggles to process something, where it compensates for 

missing information. As these technical distortions are materialised in paint, 

figures begin to erase themselves or become part of their surroundings. 

The sources are photographs taken from film or TV in motion, with subjects 

ranging from home-videos of accidents and blunders, to dance contests, music 

videos, Hollywood films and family footage. Borders between people and things 

are allowed to become ambiguous, at times creating new forms like animals or 

ghosts.

The fluidity of paint is used to describe one moment becoming another, and to 

explore a visual expression of memory.



Wedding

25 x 30 cm, Oil on canvas, 2012



Nicholas Middleton

My paintings are primarily influenced by experiencing the urban environment as a 

visual arena where unexpected juxtapositions occur. 

Previously I used collage, either physically or digitally, as a means of processing 

and synthesising this visual information to create work with obvious references to 

Pop and Photorealism. This allowed for a broad breadth of imagery to be 

combined within a single work. However, for a number of years since I have been 

making monochrome oil paintings to a strict postcard format, working on paper 

with the size constraint of a typical 6x4 inch postcard, with a white border as an 

intrinsic part of the painting. Within that size, the picture’s proportions may vary. 

This is an approach I frequently come back to as it allows a certain freedom 

within. Partly, these limitations allow me to be more direct with my use of the 

photographic referent in my paintings, but I also have in mind associations with 

the postcard as a cultural artefact, and the imagery that is typical to the 

postcard. Many of these paintings are a topology of urban environments in 

different cities, and each postcard sized painting forms part of a larger whole. 



Remote Bank

80 x 80 cm, Oil on canvas, 2004



Barbara Howey

This painting emerged as part of a series of investigations into the use of the 

internet as a memory archive. I lived abroad in various RAF camps during my 

childhood but had little visual memory of them. 

The internet was a revelation, in that many of the places I had lived were now 

documented by other people and readily available to see on line. Some places 

had disappeared, some abandoned and ruined and some were just as I remember 

them. This painting is based on an image of a piece of modernist architecture in a 

tropical garden in Singapore during the 1960’s. I remember places like this or 

something like this when I was a child. The paint is applied quite quickly as if 

trying to catch the moment like a fleeting memory. 



After Image

15 x 20 cm, Oil on board, 2010



David Sullivan

DSW i forms part of a pair and were made simultaneously. DSW i is based on a 

well-known black and white photograph from the First World War of an unknown 

British casualty (if memory serves I found it on the front page of the Sunday Times 

magazine).  

For DSWii I have no information… Possibly a small black and white photo I found 

in a book or an article? I can’t really remember but always believed this to be of a 

German soldier from the uniform and liked the idea of creating a contemplative 

balance in painting between the two opposing sides. I was especially drawn to 

bringing some kind of meditative attention to the contrast between the horrific 

subject of the work and the beautiful aesthetic of the painting... the 

beautification of war… and also to counter the official celebratory note of our 

remembrance rituals… 



DSW i

52 x 43 cm, Oil on canvas, 2007



Sam Douglas

Sam Douglas works in a tradition of British visionary landscape painters of the past 

such as Samuel Palmer, Graham Sutherland, and Paul Nash. Like many of his 19th

and 20th century forebears, Douglas spends a large amount of his time travelling, 

sketching and painting outdoors. Whilst this is where his artistic process begins, it 

is only the starting point for the production of paintings which are much more to 

do with how he ‘feels’ about the natural environment and the emotional 

responses it stimulates than the physical topography that initially lies before 

him.

Douglas writes, “I'm always working on a lot of paintings at once in the studio, 

building up and sanding back layers of paint and varnish in a way I like to think of 

as akin to the geological processes of sedimentation and erosion. Beneath many 

paintings is often the strata of previous images that sometimes emerge like 

archaeological remnants.”



Rambler of the West

38 x 22 cm, Oil on board, 2013



Kirsty O’Leary Leeson

I explore the spaces we exist in, both physical and psychological, using the 

landscape which surrounds me as a metaphor for my inner life of imagination and 

emotion. 

Drawing dominates my practice as the media most compliments and mirrors my 

subject matter, which is expressing facets of our existence. In drawing there is a 

relation with the provisional and unfinished, it exists in a state of suspense so 

connecting it with the lived life experience. Drawing records the unfolding of an 

event, not the fixed reality of an object. It is a dialogue between our thoughts 

and our experience of the real; drawing has always been aligned with thinking 

and ideas, having as much to do with reflection as with observation. The 

fragmentary nature of the images reflects that although we live a linear 

existence, what we currently experience is altered by memories and 

expectations, our present being created by these absent moments.



(Top) In Amidst (Bottom) Reflecting on

27 x 34 cm, Graphite and gesso on board, 2012 and 2011



Marguerite Horner

Today the moving image dominates our world and whilst visually powerful in so 

many respects, it denies us the opportunity for stillness and reflection. The value 

of a painting lies in its ability to induce a contemplative state in the viewer. For 

me, the value of contemplation lies in its ability to reconcile the heart and the 

mind into one. I’m inspired by Merleau-Ponty’s observation that it is “precisely 

because painting does not ‘copy’ things, and because it does not offer things to 

thought as does science but presents them immediately and bodily, in their depth 

and movement, that painting gives a true sense of the world and what it means to 

see it.”

Through my work I’m interested in enquiring into the ways in which man may be 

related to the infinite. Upon the framework of this enquiry my paintings aim to 

investigate, amongst other things, notions of transience, intimacy, loss and hope. 

I use the external world as a trigger or metaphor for these experiences.



Breeze of Comfort

50 x 50 cm, Oil on canvas, 2006



Harvey Taylor

Since 2008 I have developed a labour intensive painting process whereby each 

painting can take up to two months to complete. 

I like to start with a photographic image that has been broken down using a grid. 

The subject matter in my work is usually close family members; however I have 

also started to develop a parallel theme using local woodlands and the sea as a 

starting point. This particular Sea painting was inspired by many visits to the 

Mersea coast where I seemed to find myself staring calmly at the patterns and 

shifting shapes of the water. The lack of a horizon makes the image appear more 

abstract and up close you are aware that it is a meticulously built up painting. 



The Sea at Mersea

60 x 100 cm, Oil on canvas, 2012



Judith Tucker

Evi Swims is from a series of work called Tense where I utilised family 

photographs taken in the inland forest resort Friedrichroda during the mid-1930s. 

The photographs are all snaps of woodland walks, teas in villas and swimming 

lessons. The ones I found most intriguing were of an outdoor swimming pool and 

in particular one of my mother learning to swim, wearing a swimming-aid 

apparatus that has the look of a hangman’s noose. 

I find the peculiar mixture of innocent enjoyment and intimations of death 

inherent in the belated viewing of these holiday photographs compelling. I 

discovered that there was a pool in Friedrichroda in which the 1936 German 

Olympic diving team practised, bringing to mind the diving sequence that 

concludes Leni Riefenstahl’s film Olympia (1938). My mother had holidayed there 

that very year, a strange coincidence. Furthermore, public swimming pools and 

the interest in the healthy body not only reminded me of my grandmother, who 

against her parents’ wishes trained to be a gymnast; the architecture and setting 

all seemed to evoke and locate the interwar era very specifically.



Evi Swims

50 x 39.5 cm, Oil on canvas, 2007



Katherine Russell

The ideas in my work tend to congregate around capturing a moment, the feeling 

within that moment. I then aim to magnify the temporal and emotional elements 

to allow for a deeper contemplation and penetration of the inevitable 

associations, both objective and subjective. My points of reference are usually 

photographic, either my own or sourced material which lends itself to my own 

personal interpretation and development - either often adding or omitting to 

create their own contexts.

Although the general subject matter of my work differs from one body of work to 

another, the approach is always governed by my take on a nostalgic concept and 

how I can translate this onto canvas. I work exclusively with oils, sometimes on 

board but predominantly on canvas. The process is always organic and I never 

completely know how a finished piece will look, but rather, let the piece itself 

announce its completion. I aim to contribute something unique and uniquely 

beautiful and am always striving to discover the next piece, extend my artistic 

vocabulary and to discover new territory within my own painting journey.



Poolside Reflections

101.5 x 101.5 cm, Oil on canvas, 2011



Greg Rook

In my paintings I am continuing the attempt to coalesce painting and drawing into 

one thing. 

In order to inform imagery for these paintings my research involves futurology as 

assessable now - that is past potential futures. These projects, such as the 70’s 

Hippy communes in the western United States, English communitarian ‘digger’ 

projects and the Soviet social experiment are to a great extent over, and to a 

certain extent discredited. I am interested in the motivation behind them 

(whether they were born more from optimism or pessimism), the reasons for their 

failure and their relevance as contemporary potential futures. In attempting to 

describe them as ‘drawn paintings’ I wish to use the medium to create blueprints 

that make them both accessible and utopian.



The Stream

36 x 36 cm, Oil on canvas, 2010



Gideon Pain

I wanted Hand Wash 2 to be a riddle that had no answer. The painting is about 

the frustration of looking for significance and meaning in mundane everyday 

activity. I am naturally drawn to a belief that there is a purpose and unity that 

underpins everything but often find upon reflection that there’s little to 

substantiate this. The contradiction however, is that I still keep looking.



Handwash 2

59 x 84 cm, Gouache and acrylic on paper, 2010



Robert Priseman

This series of miniature paintings were inspired by a set of dioramas constructed 

in Baltimore by Frances Glessner Lee, collectively known as the ‘Nutshell Studies 

of Unexplained Death’. They represent the deposition sites of the Ipswich Murders 

and are each framed in an antique Indian shrine to help explore how trauma can 

define the sacred and how painting can act as a means to meditate our emotional 

responses to events. 

These areas of quiet rural Suffolk countryside are also the same locality which the 

British artist John Constable made famous through his 19th Century landscape 

paintings.



SUMAC

7.7 x 5.7, 7.1 x 6.3, 6.3 x 4.5, 7.0 x 5.8 and 9.2 x 7.0 cm, 

Oil on board set in antique shrines, 2011



Sean Williams

The building is a shell, seemingly stripped down to four walls and little else. The 

tonal scheme is inverted, against our expectations, with the house lighter than 

the sky. But apart from the wall, there wasn’t much else to get excited about -

the decorative Virginia creeper remains, and any building work appears half-

hearted, if not having ground to a halt, in an ambiguous state somewhere 

between dismantling and rebuilding. The skeletal scaffolding, the support for 

construction, echoes the construction of a painting perhaps, suggesting a possible 

metaphor for an often frustrating creative process.

My paintings are views of the fringes of suburbia, places that feel as though they 

are familiar, but then escape our conditioned response. I aim to place the viewer 

as still points of a turning world - alone, for a while, and then possibly watched as 

they look on.  With each scene switching between the mundane and a suggestion 

that something may be about to happen.



No-one Is Quite Sure

81 x 61 cm, Acrylic on board, 2010



Simon Carter

Frinton-on-Sea, 2014
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The Priseman Seabrook Collection of 21st Century British 

Painting has evolved out of a personal mission to re-discover and 

explore the work of those artists who are continuing to develop 

and deepen the practice of painting in the United Kingdom in 

the digital age. A practice which in the past has seen the 

emergence of such talents at Hans Holbein, Joshua Reynolds, 

John Constable, J. M. W. Turner, Joseph Wright, Francis Bacon, 

Paula Rego and Lucian Freud. 

Initially working with the painter Simon Carter on a series of 

small scale solo shows from the Crypt in St Marylebone Parish 

Church, London, a new cohort of interesting painters with 

common aims began to emerge, painters who include European 

Sovereign Painters Prize winner Susan Gunn, John Moores Prize 

winner Nicholas Middleton, Wyss Foundation prize winner 

Harvey Taylor, Matthew Krishanu, Birtle Prize for Painting 

winner Simon Burton, 54th Venice Biennale exhibitor Marguerite 

Horner, Alex Hanna and East London Painting Prize winner 

Nathan Eastwood amongst many others. 

From this group and a wider circle of painters we have been 

getting to know through the shows, the idea for forming this 

new collection evolved and it is the work of these painters 

which helps to form the basis of this collection, which currently 

numbers 75 paintings, all produced in the United Kingdom after 

the year 2000.


